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Introduction
At the start of this research my practice was based in Kuala Lumpur, Malaysia, 
after leaving the Maltese islands where I practiced for three years. At the end of 
this research my practice is based in London yet it seems somehow clear that 
it will have to move again. Clearly this practice lacks a fixed location and feasts 
on the input of an ever-changing ‘outer context’. This context, as the outer reality 
for my architectural practice clearly structured the initial years of my practice and 
research; the first 2 chapters in this writing illustrate how. 
As the research progressed and the GRC presentation sessions at RMIT sup-
ported a gentle deconstruction of my practice, eroding my initial understand-
ing, it’s once statuesque representation crumbled and fell apart. The research; 
clearly aimed towards the unification and/or recombination of ideas about my 
own architectural practice, through the process of reflection, dislodged an inter-
esting duality in the construct of my work. With this reflection upon my working, 
now implicit to my everyday practice, the limitations of my architectural practice 
to perform on a discursive level became increasingly apparent. The dependency 
on an ‘outer context’ with its implicit slowness, in terms of building and verifying 
ideas, made a discursive practice inevitably incomplete. It is at this point that my 
practice of architecture had to stand in composition with other disciplinary strate-
gies of making, drawing and writing. The tools by which my practice was enabled 
did thus diversify, providing moments of distance to my architectural practice ac-
commodating a process of theorization and understanding; the third and fourth 
chapter in this writing illustrate how. 
The outcome of this research is an understanding that the ‘statuesque’ can nev-
er be restored and my practice finds itself in a perpetual negotiation between 
architectural practice and discursive practice aiming towards one critical perfor-
mance. This practice is embedded and is part of Architecture Project, a network 
of practices with our office in London. It is also part of The University for the Cre-
ative Arts where I lead Interior Architecture & Design, as it is part of InsideOpen, 
a collaborative online community I started in 2008; the final chapter in this writing 
illustrates how.
Challenging the space(s) we live in; a core practice 
The research described in the following paragraphs relates to an interest in 
context informed by the phenomenon of ‘absolutely other spaces’ as described 
through Michel Foucault’s writing as he categorises stages of ‘otherness’. I am 
particularly interested in the way such spaces are curated in a built-up envi-
ronment, intrinsically connected to indigenous cultural phenomena particular to 
the site and the people using it. (Prisons, graveyards, cruise ships, honeymoon 
suites). At the same time I am interested in how such places are in clear dichoto-
my with their immediate environment, unless (and therefore rather appropriately) 
one would locate the honeymoon suite within a shopping mall. This complex 
spatial dialogue of distant and near fascinates me. 
In today’s urban environments, sited in network, the notion of place as described 
by Marc Augé and Michel de Certeau has a reduced capacity to designate ’fixed-
ness’ or instigate the notion of an absolute emplacement. When we look at a 
site, a location or a place, its intrinsic character is defined through relations of 
proximity connecting a network of information such as climate, program, history 
and socio-political organisational strata, as such gaining contextual relevance. 
Place in itself is thus inevitably relational to its surrounding. Yet in these current 
environments of connective-ness, where a multitude of indigenous elements 
start to overlap and intersect, relational proximity start to show signs of an ab-
solute vastness. 
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This inevitably requires a repositioning of the places we live in and the way 
we assume emplacement. As the contextual entanglement is more and more 
subject to the notion of super connections, places in the way they connect to 
a context, instigate simultaneous qualities of distant and near, dislodged and 
integrated, connected and disconnected nurturing a holistic ‘field’ of connected 
‘other-spaces’ as a dessert plateau cracked under radiating solar heat.
With my practice and research I am interested in how this ‘cracked landscape’ 
could instigate a context to resist ongoing processes of homogenisation and 
standardisation as old modern concepts in the production process (of more or 
less anything). The radiating heat could come from a source of singularisation 
supporting specific ‘otherness’ yet connected in a maze, establishing a world of 
individualised clusters yet connected and related in an intra-continental constel-
lation of identities.
The following five chapters aim to describe a more or less chronological devel-
opment of my research inevitably linked to sometimes drastic developments in 
my practice. I start each chapter with a footnote describing the position of my 
practice/research on the meandering timeline towards the completion of the re-
search. 
NOTE; all the work presented in this research forms part of a personal body of 
work with exception of two projects from students in my design unit at the Uni-
versity for the Creative Arts.  Yet personal is never personal. All work is subject to 
endless collaborations within the practice Architecture Project. As such all work 
is marked as work by Architecture Project to acknowledge co-authorship of a 
large group of people within the practice.
Super-furniture compositions for Fort St Angelo, Vittoriosa, Malta by   ARCHITECTURE PROJECT
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The importance of history in the design of place 
Three years before the start of ‘the research’, seemingly “Dwelling in the world” (Hei-
degger) as the ultimate existential experience. 
Mode of practice; embedded practitioner at Architecture Project (AP) collaborating with 
AP Partners, peers and builders in Malta and given the opportunity to start and develop a 
personal body of work. This work stands at the basis of a long relationship with Architec-
ture Project and me becoming a Partner of the practice in 2007. 
Nature of practice; an emphasis on emplacement through the negotiation of a historical 
context
Tools; drawings exploring architectonic compositions of elements as part of and within 
geometrical systems
Surrounded by Malta’s historical legacy I started my career as an architect con-
fronted with the undeniable importance of working within a historical perspective. 
In practice this was done by designing towards the unlocking of an understand-
ing of a significant past in the manipulation/design of spaces. With this particular 
conceptualization of place, whereby place implies strong relationships between 
a person and a physical location with its embedded history, this early work with 
Architecture Project nurtured specific ‘distant’ connections with the aim to set up 
a critical dialogue between the designed object and its immediate context. 
With the commission to design seven apartment-units to accommodate travel-
ing knights of the Sovereign Order of Malta, to be located in the 18th century 
vaults of Fort St Angelo in Vittoriosa, this ‘distance’ was nurtured by designing-
in-contrast with the historic vaulted interiors. Accumulated clutter of interior walls 
and ceilings - added over decennia when the vaults functioned as office spaces 
– was carefully removed to reinstall the ‘emptiness’ of these 18th century spac-
es. The preservation of this emptiness remained a primary aim throughout the 
design process. A ‘super-furniture’ made out of lightweight prefabricated compo-
nents on two levels was designed to stand free in space as an alien object, with 
the capacity to be removed at any given time.
With the renovation/refurbishment of Casa Perellos, a similar strategy was used. 
Set within the historic centre of the southern town of Zejtun, “Citta Rohan”, this 
country retreat, built by the Grand Master of the Knights of St John, Ramon 
Perellos y Roccaful, in the first half of the 18th Century, was refurbished and 
fully restored. The more recent accretions were removed and replaced by twin 
glazed wings on either side of the courtyard to house the necessary service 
spaces (kitchen, bathrooms, guest bedroom). As such infrastructural works in 
the old palace could be prevented, minimising the impact of the renovation. The 
new structures exist as ‘plug-inns’ to the old house with a dens composition of 
functional components inside.
These spatial investigations drift in modes of a ‘functionalist’ canon exploring ar-
chitectonic composition in dialogue with a historical context by taking on ephem-
eral qualities suggesting all new interventions could be moved or taken away 
again and thus restore the historical context in its ‘empty’ state. Architectural 
drawings and models play an important role in the exploration of these composi-
tions. They adopt professional codes of notation in the representation of archi-
tectonic space. The orthographic projection as a favorite communication tool 
drawn to represent a projected reality soon to be built, is starting to show signs 
of inwards looking. The representational qualities of the architectural drawings, 
almost always drawn by computer and investing in the reductive qualities of 
plan, section and elevation, are starting to trace not only a projected reality but 
also moments of reflection during the process of design. 
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The importance of climate in the design of place 
Start of ‘the research’ – first GRC presentation, exploring “Place attachment” as 
the affective positive bond between a person and a place (Hidalgo & Hernan-
dez)
Mode of practice; embedded practitioner working with Dr. Ken Yeang. At the 
same time developing speculative work independently. (with Architecture Proj-
ect)
Nature of practice; an emphasis on emplacement through the negotiation of a 
climatic context, complementing the historical
Tools; away from authoritative representations exploring architectonic composi-
tions notating geometric spatial qualities and towards the development of dia-
grammatic representations with a focus on drawing an annotated discourse.
The interest in architectural practice in clear relation to a context starts to include 
climatic parameters complementing the historical, social and programmatic lay-
ers of the site. To accommodate the inclusion of a diversity of information in 
the articulation and design of spatial proposals the representational architectural 
drawing is replaced by the drawing of diagrams. The diagrams are still subject to 
architectural conventions and ingredients of orthographic projection yet do not 
perform as descriptions of a projected reality (stan Allen) yet describe a design 
process. I call these drawings Deviation Diagrams. 
As an instrument of discourse, the diagram has the fantastic quality of the ‘slow’ 
by revealing micro shifts in a design process and thus providing opportunities to 
sustain in the transitional construct of a design; questioning it to learn more about 
its impending potential. As much as the diagram was aimed at the ‘organization’ 
of the design process, it became a tool to derail thoughts, make mistakes and 
provide moments of intuition. As such, the diagram is negated as a scientific tool 
and looked at as a personal thinking tool, hence the title Deviation Diagram.
Casa Perellos with new ‘plug-inns in Zejtun, “Citta Rohan”, Malta by ARCHITECTURE PROJECT
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The diagram is used to notate spatial boundaries on the basis of qualities par-
ticular to the site. The design of a spatial envelope is defined by various types of 
implicit boundaries (such as zones of temperature, light intensity, wind velocity) 
and explicit boundaries (such walls, streets, etc). With this survey of various 
types of boundaries my drawings take into account studies by E. J. Maray and 
Frank Gilbreth (however not explicit yet; the survey of bodies-in-space takes 
place at a later point in the research) and Alexander Klein as early attempts 
of diagramming boundaries and enclosures based on movement, views, flows 
etc.
The drawings on the Valletta Coldstore and Wands Business Centre invest in 
the notation of the transformations and mutations of an initial spatial envelope 
placed on the site. The narrative is captured in the apparent coming into being 
of an almost standard set of architectural drawings. The Valletta Coldstore for 
example, is a lodged volume between the Coldstore buildings facing the Val-
letta harbor and the 18th century Valletta Bastions. The volume slants against 
the bastion wall lifting its east elevation towards the sky providing views. The 
west elevation is simultaneously pushed over to shelter itself from the radiating 
afternoon sun. To ventilate its interior, its skin is molded with air scoops to take in 
the prevailing wind that is channeled through the narrow site. The Wands Busi-
ness Centre is a horizontal volume that lifts itself from a continuing urban-scape 
below. The volume is sliced and carved with solar and wind path transcriptions 
to provide for sunlight and air penetration through the building for gardens and 
people dwelling the urban scapes below. 
Projects such as the super-furniture and Wands Business Centre are projects 
that stand in close relation to their immediate environments by absorbing a 
certain quantity of contextual information guiding a process of metamorphosis. 
However in their final state they seem distant and sometimes alien to their im-
mediate surroundings. This ‘distance’ aims to nurture spaces for contemplation 
or spaces for mute dialogue and is part of a strategy to move away from the 
familiar, here accommodated by a Deviation Diagram, in constant pursued of 
derailing habitual thought, not only in the design of spaces but in the projected 
experience of space.
The Valletta Coldstore transformation and mutation diagram by  ARCHITECTURE PROJECT
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Wands Business Centre transformation and mutation diagram by  ARCHITECTURE PROJECT
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Start of a practice of discourse 
During ‘the research’ – second GRC presentation demonstrating a major shift in my prac-
tice. With this work I relate to the fundamental assumption that my design is about the 
design of a sense of place conceived as multidimensional constructs with a focus on the 
relationships between the self and place (Eagly & Chaiken).
Mode of practice; as ‘independent’ practitioner in Kuala Lumpur collaborating with artists, 
directors, choreographers, etc. At the time my practice was named V.O.I.T. (Variations On 
Interiorized Transgressions) but has since then been inserted in Architecture Project
Nature of practice; a focus on measuring more sensual qualities of space/place looking 
through the lens of ‘other’ disciplines and/or the transposition of disciplines (Stan Allen)
Tools; a shift from architectural drawing and the drawing of diagrams to the use of other 
media such as printmaking, photography and sound
As I mention in my introduction, a previous prevailing architectural practice shifts 
towards modes of discursive practice. The research standing at the basis of the 
crumbling of that once statuesque representation of my practice ruptures a dis-
tance, taking me momentarily out of architecture to explore the subject of space 
beyond architectural representation and thus beyond architectural form. With 
V.O.I.T, I set up a ‘personal playground’ outside my ‘profession’ working with 
people from different backgrounds using different media.  As such I can invest in 
working more through aspects of absence, the unreal and the imaginative. 
This work enables a reflective and analytical view on my work sanitizing any 
theoretical pursue, in relation to my own work, from notions of parametric de-
sign and scientific (sustainable) strategies. In return the impulsive act of design 
through connotation, deviation, error and coincidence is acknowledged to sup-
port the recognition and further development of the tools deployed to trigger 
such deviations. The title Deviation Diagram was born here and the re-reading 
of my practice up till that point accommodated.
One of the ‘other media’ I use is sound in the composition of ‘constructs’. The 
process is incredibly simple. I extract sounds from surroundings. I am particu-
larly interested in extracting sounds that are somehow related to absence such 
as the crackling of radio in-between channels, the humming of electricity or the 
echo of a room. These sounds are subjected to a process of editing using engi-
neering software decomposing and dissecting sound spectra. The parts are then 
recomposed. This process of re-composition is entirely intuitive; a search for 
rhythm, color, composition and emotion.  This sound work has been used in film, 
sound design for the KLCC Aquarium in Malaysia, art events (sometimes with 
other musicians), fashion shows and most recently my exhibition at BrightSpace 
in Melbourne.
The underlying aim in the creation of these sound constructs is the careful ero-
sion of any previous narrative. The editing/design process of the sound con-
structs is a movement away from the representative and in search for abstrac-
tion; a moment where the sound is entirely self-referential, studying rhythm, color 
and emotion and thus implicitly creating new and unexpected narratives. 
One other example of eroding a previous narrative is Riet and my ‘wedding al-
bum’. We don’t have traditional pictures taken that day. Instead we did 5 body 
prints on photo paper recording meticulous skin detail, void of any storyline, 
registering just flesh. The incredible amount of detail captured makes the prints 
almost like flat sculptures. This erosion of predetermined connotations wants to 
enable a re-reading, a moment of contemplation, something that is to be felt and 
not just watched. This moment of contemplation by subtracting a previous nar-
rative (in search for a new) is what I aim for when I draw, model, compose, and 
write. A moment accommodated by absence, all the rest is secondary.
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The importance of the discursive collaborative practice 
During ‘the research’ – final GRC presentation demonstrating a second shift in my prac-
tice
Mode of practice; as an embedded practitioner; Partner of Architecture Project, co-di-
recting a studio in London as part of a network of practices in different countries. As an 
academic; Course Leader Interior Architecture & Design at The University for the Cre-
ative Arts. 
Nature of practice; combining previous negotiations of place making and applying these 
to both practice and teaching
Tools; previous design tools are used simultaneously in my practice and explored as 
didactic instruments in teaching 
As a practitioner and a teacher, I am interested in the notion of ‘the collaborative’ 
considering this to be an important tool in the way we work as designers. In my 
practice, ‘the collaborative’ is about providing structures and opportunities for 
‘the embedded practitioner’ to operate as part of a wider network of practices 
both in terms of geographical location and professional specialization. 
In my teaching, ‘the collaborative’ is explored by investigating modes of interac-
tive learning communities for students to explore and define their ‘embedded 
practice’; crucial for any student-designer. On both levels, the idea of a network 
is really understood as the accommodator for particular ways of thinking, inter-
acting, negotiating and appropriating good design. 
A note on practice
In 2007 I co-founded Architecture Project London with Riet Eeckhout, Tom van 
Malderen, Konrad Buhagiar, David Felice, Alberto Micelli Farugia and David Dra-
go as part of a larger network of practices with other offices in Malta and Croatia. 
With Architecture Project, as a networked practice, we bring together years of 
practice with shared histories of collaboration and diverse interests in design 
research. In our practice we employ a wide variety of professionals; architects, 
engineers, historians, interior architects, product designers, etc. For most of our 
projects we set up design teams where we mix professions from different of-
fices to set up ‘complex’ social communities and provoke new and unexpected 
ways of thinking. As such, all designers in the practice are given opportunities to 
develop a ‘personal body of work’. Design sessions, crits and workshops are in 
place to ensure rigor and quality control in this ‘personal body of work’. 
Case studies on volume penetrations for sun, wind and air intake by ARCHITECTURE PROJECT
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Lalibella Church shelters top view - UNESCO competition by ARCHITECTURE PROJECT
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Detail view of body prints on photo paper, void of any storyline, registering just flesh.Lalibella Church shelters top view - UNESCO competition by ARCHITECTURE PROJECT
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This strategy of accommodating a ‘personal body of work’ is to maintain an influx 
of new ideas and enable a flexible trajectory of inquiry throughout our practice. 
This also enables us to reward young talented designers who visit our practice 
very often just after gradation from a diversity of countries. However many do 
eventually leave our practice to set up their own. This drain of talent is in many 
cases inevitable. Yet with the concept of networking our practice over different 
countries offering people the opportunity to set up a practice and join the Ar-
chitecture Project network (and therefore benefit logistical support etc) we can 
accommodate continues growth. As such Architecture Project can benefit from 
an ever-growing complexity in terms of inclusive socio-cultural backgrounds as 
part of a global community. Such a community makes it possible to work within 
a ‘cracked landscape’ instigating a space for practice where we can resist on-
going processes of homogenisation and standardization and support specific 
individualised clusters of practice yet connected and related in an international 
constellation of identities…
A note on teaching
From 2006 onwards yet very much in line with the developments of Architecture 
Project London I’ve had the opportunity as a Course Leader at The University 
for the Creative Arts to lead a new course through validation and a subsequent 
process of academic growth implicitly questioning the location of Interior Archi-
tecture & Design, as a discipline, within an academic and professional setting.
Too often the notion of interior architecture and design is captured within the 
confines of pre existing physical containers as details to architectural and urban 
structures. Within this physical confinement seems to lay (not always but often) 
the reason for conceptual and critical imprisonment nurturing an attitude towards 
the non-relational, the inherent and the singular.
This confinement of the interior as a phenomenological entity wants to be bro-
ken, setting up a supporting structure for designers to use their discipline not 
only to identify but question their actions or their position, or indeed their exis-
tence, within a professional environment where clear titles seem to be provided 
opium, nurturing the illusion of clarity and singularity. 
With this course and in relation to my own research, the questioning of the disci-
pline of interior architecture and design resonates through the curriculum where 
space is used for experimentation. In doing so, the course considers tactics em-
ployed in tools for reflection and critical discourse, distinct from more dominant 
Cartesian tools of representation we often see in authorative architectural draw-
ing vocabularies, shifting the focus from drawings used as spatial representa-
tions to using the drawing to engage with the experience of designing, making 
and thinking. 
These types of drawings/installations announce an attitude towards interior ar-
chitecture and design where the discipline is used as a platform for questioning 
spatial practice. It does what architectural education can not do; act as a radical 
entity; not focused on defining its discipline yet focused on perpetually shifting 
the boundaries of its own disciplinary province to appropriate new and more 
engaging relational conditions with neighboring disciplines. 
Lost in space, negotiating the transposition of disciplines as a learning 
tool; a curriculum example with work from Lilly Drolsum.
Lost in space is a project set-up combining two seemingly unrelated creative en-
vironments as the place where students explore notions of spatial composition.
For the duration of two weeks students underwent training in contemporary 
dance. The contemporary dance studio served as an arena for experimenta-
tion appropriating students in spatial design to study the relationships between 
inhabitants and their physical and cultural contexts.
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The project “Lost in space” sets out an investigation in new ways of explor-
ing space. It deals with aspects of the cinematographic as addressed by Virilio. 
Through the project students were deployed in a situation where they ques-
tioned their vocabulary of spatiality. They explored aspects of movement and 
choreographic composition simultaneously recording this by means of cognitive 
maps to than built ‘support systems’ complementing the choreographic composi-
tions studied.
Due to the overlapping disciplinary trajectories taken by the students, their think-
ing process started to show signs of conceptual shifts that altered the path of stu-
dents’ thinking/designing during the project. This approach of organising didactic 
slingshot manoeuvres aims to eventually change the students’ approach relative 
to the subject of research and design. As such students develop the ability to 
bounce off (or avoid altogether) patterns of habitual thinking and instead reflect 
on new ways of thinking and understanding. 
Lilly Drolsum, a graduate from Interior Architecture & Design at the University 
for the Creative Arts at Canterbury proposes ‘Trace Space’ as an answer to the 
project Lost in Space. With her images and installation she focuses on the de-
scription of an interior through the performance of the human body.
‘Trace Space’ appropriates a conscious act of time based registration of place. 
As such, it deals with aspects of the cinematographic with the aim to register 
memories of human occupation. The exteriorization or making visible of these 
memories aims to illustrate the importance of spatial performance through hu-
man presence. As our experience of the world around us, is increasingly more 
influenced by the unstable image, ‘Trace Space’ defines itself as a case study 
preoccupied with exploring basic forms of orientation in ‘time-space’ and what 
impact this might have on the design of place. ‘Trace Space’ investigates the 
mnemonics of place as a recording of a personal presence allowing the observer 
to step out of its own presence to become the observed, perhaps appropriating 
an almost ‘self inflicted cubism’. Here photography and printing perform as anal-
ysis; measur¬ing choreographically defined qualities of space such as rhythm, 
tempo, and speed describing kinetic representations of place closely related to 
its occupant’s performance. With her interactive video installation using real-time 
image capturing and translating this (through computer scripting) in annotated 
silhouette-like projections, people can interact with, this process of exploring 
basic forms of orientation in ‘time-space’ re-enters the 4 dimensional.
‘Trace Space’ by Lilly Drolsum, graduate from the University for the Creative Arts at Canterbury 
The Practice of Practice
30
The offset of a trajectory 
Conclusion of ‘the research’ – exhibition at BrightSpace, Melbourne presenting a non-nar-
rative sound-scape played in the gallery and the website InsideOpen as a new structure 
for teaching and practice
Nicolas Bourriaud is proposing a new term ‘Altermodernism’ announcing a new 
era following Postmodernism to describe aesthetic proposals critically engaging 
with an increasingly global context. The world we experience today is routed in 
an infiltrating and ever extending communication apparatus, surpassing travel 
and physical migration giving birth to simultaneous attendance, a stratified land-
scape of multiple localities. 
As designers we relate more and more to ideas around migration, notions of 
detachment and dispossession as implications of our transient lives. Inevitably 
this is signified through a shift in spatial design practice. 
Within this perimeter of Altermodernism my current spatial design practice aims 
to critically question an ever-increasing globalisation of ideas, forms and prod-
ucts. Through this questioning a strategy of singularity as opposed to totality in 
terms of design is proposed. This to enable spatial design practice in search of 
emplacement, or the creation of places as described by Marc Auge and Michel 
de Certeau, by setting up design environments of connective-ness (signified by 
a variety of tools such as drawing, modeling and writing) negotiating a network 
of singular identities yet emphasising a relational proximity to others in a clus-
tered landscape of absolute vastness. In the set up of these connections, as 
we search for the re-creation of places, it is important to exclude any form of 
nostalgia. Any return to a previous would be counter the concept of the forward 
looking, the explorative and the unknown. We don’t look back onto the singular 
timeline of history but acknowledge history as a network of intersecting timelines 
where it becomes increasingly more difficult to be outside or after history yet ap-
pealing to sustain within its mesh of time.
Environments of connective-ness; Interior-loci, a curriculum example with 
work from Anna Baranowska
In relation to its procedural tactics, Interior-Loci describes an active research 
process with the aim to locate the birth of an Interior by posing the research 
question; “Where is The Interior?”
Interior-Loci (from Genius-Loci as described by Norberg-Schulz) explores the 
boundaries of “Interior Space”, investigating the occurrence of an Inside, the 
moment in space where Exterior becomes Interior. 
‘Domestic Superimposition’ by Anna Baranowska, from the University for the Creative Arts at  Canterbury 
Research in the Medum of Design
31
Interior-Loci wants the student to negotiate the interior freed from a market econ-
omy; freed from standardisation, optimisation, economisation…
Instead Interior-Loci does accommodate a search for the description of an inte-
rior through conceptual space; informed by socio-cultural information. As such 
Interior-Loci wants to erode standardised consumable form and re-instigate a 
research in conceptual space freed from the clutter of stylistic components free 
from ready made solutions. Interior-Loci wants to take nothing for granted and 
consider and redesign everything!
Anna Baranowska, a graduate from Interior Architecture & Design at the Univer-
sity for the Creative Arts at Canterbury, proposes this project titled ‘Domestic Su-
perimposition’ as an answer to the project title Interior-Loci. With her installation 
she illustrates the operation of her design to be closely related to “visual thinking” 
as described for example by Rudolph Arnheim and Robert H McKim.
This “visual thinking”, manifest in a variety of ways and expressed through a 
selection of media engages with the mapping of the different localities she lived 
in throughout her life in order to interiorise her notion of a domestic place. Based 
on observation and description she conceptualizes the domestic interior beyond 
phenomenological space and describes a place that only exists in time.
With the development of this type of work; Anna Baranowska meanders between 
the use of classical (or sometimes described as authoritative) representational/
analytical tools in line with architectural professional codes and more perceptive 
tools for examination using different media from different disciplines.  This insti-
gates interdisciplinary practice, important to appropriate an exploration/study of 
space (as the principal commodity for spatial designers) through different no-
tions of inspection. Objective observations towards the physical and technologi-
cal are complemented with more sensual/subjective observations towards the 
sensorial and emotional to enable a critical dialogue between that which might 
be categorized as scientific or ‘object-driven’ and that which might be developed 
through experience, coincidence and error. 
This nurtures an interesting questioning of the notion of ‘professionalism’ par-
ticular to spatial practice. As much as professional codes do provide the organi-
zational substrata for spatial practices, strategically superimposed ‘moments’ of 
‘avoiding’ professional codes of representation to invest in ‘other languages’ can 
provide the tools to explore the subject of space beyond the limitations of physi-
cal space and to include an understanding of conceptual space.  
Environments of connective-ness; InsideOpen, a new structure for discur-
sive collaborative practice
To further develop a supporting structure for discursive practice, in practice and 
in teaching, I built www.InsideOpen.net as a platform for design research in col-
laboration with Wessel van Rensburg.  This website is designed as a user-driven 
directory of research and design structuring an online community where every-
one interested in joining this community can set up a personal interactive page, 
including a web-blog, to post work and engage in conversations with others.
Françoise Détienne writes the following in ‘Memory of past designs: distinctive 
roles in individual and collective design’; “Empirical studies on design have em-
phasised the role of memory of past solutions. Design involves the use of gener-
ic knowledge as well as episodic knowledge about past designs for analogous 
problems: in this way, it involves the reuse of past designs. We analyse this 
mechanism of reuse from a socio-cognitive viewpoint … linked to the problem 
solving activity itself…” [Published in International Journal of Cognitive Technol-
ogy, 2003, 1(8), p 16-24]
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With InsideOpen the collaborative is addressed by the proclamation of identi-
ties constantly being readjusted (intrinsic to social networking applications) and 
through the notion of reuse mechanisms as described by Françoise Détienne 
linked to cooperation, even confrontation and finally (possibly) integration of 
viewpoints.
InsideOpen is set as a framework to appropriate and study these mechanisms 
of reuse. In doing so, two important aspects need to be identified; the origin of 
information and the destination for this information vis a vis a particular design 
task, in short; origin and destination conditions.
Individual blogs, when they are used to describe a design discourse, can accom-
modate the construction and representation of a destination condition (setting 
out a design task) yet at the same time can act as origin conditions for others 
(reading someone’s blog to be inspired). The retrieval and selection of origin con-
ditions can therefore be strategically linked to particular destination conditions. 
Indirectly one could therefore expect bloggers, through the use of comments, to 
start engaging in the adaptation of their origin conditions to accommodate their 
destination conditions signaling the birth of a collaborative. Yet the reverse is of 
course happening simultaneously; destination conditions are shifting due to the 
consultation of other work on other blogs. Here reuse is bipolar and not just one 
person seeking inspiration by looking at the work of others but becoming actively 
engaged in a network of information. 
To make this possible InsideOpen (as a playful contradiction) suggest the en-
tering of ‘openness’. This underlines two very important concepts necessary to 
initiate successful collaborations/conversations. First of all there is ‘openness’ in 
terms of ownership. The website is not directly linked to a practice nor is it linked 
to an academic institution. This ‘lack’ of ownership makes it possible to nurture 
collective ownership by InsideOpen Contributors and accommodates a design 
community beyond the borders of a singular institution. 
Secondly, there is ‘openness’ in terms of professional and academic hierarchy. 
InsideOpen accommodates users with different levels of design experience, pro-
viding a vibrant collaborative environment. For example as a teacher/practitioner 
I have a webblog on InsideOpen where I share personal work opening this up for 
comments by other practitioners and students in the same way students on my 
course for example share their work on InsideOpen. This is very different from a 
traditional classroom situation where it is only the student who is critiqued. 
InsideOpen has been online for almost a year now (at the time of writing this 
article) and has been growing slowly. The establishment of an active commu-
nity collecting different levels of experience with people from different creative 
backgrounds has been proven difficult and requires a constant management and 
instigation of conversations. The development of an InsideOpen editorial with 
invited guests has been one of the strategies applied in order to nurture such 
conversations. 
More or less in line with the development of a networked structure of Architecture 
Project, InsideOpen instigates a route towards a practice of openness; a practice 
encapsulating the idea of a lack of fixedness in terms of people and locations to 
continue a process of reflection and discourse. A practice, holding my embed-
ded practice where I aim for the research and design of places as ‘deeply’ routed 
in a landscape of contextual information envisaging deep vertical connections 
in the knowledge of space, cultivating the ‘dessert plateau’, to design spaces 
that connect yet deploy distance (through the application of abstracting creative 
procedures) to accommodate moments of contemplation for both designer and 
audience.
The drawings on the drawing board are currently dealing with the symbolic. They 
articulate the importance of the acknowledgement of a coding yet invest in a 
pursue of what I decided to call post-representations in terms of an aesthetic 
and political connotative system. I stand in front of Malevich’s Black Square on 
White Square and marvel…
